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1 LOUIS ARMSTRONG & HIS ORCHESTRA St Louis Blues 

2 DUKE ELLINGTON & HIS FAMOUS ORCHESTRA Take The "A" Train 

3 T-BONE WALKER Call It Stormy Monday (But Tuesday Is Just As Bad) 

4 FATS DOMINO Aln^t It A Shame 

5 LITTLE RICHARD Tutti-Frutti 

6 THE TEENAGERS, FEATURING FRANKIE LYMON Why Do Fools Fall In Love 

7 THE SOUL STIRRERS, FEATURING SAM COOKE Touch The Hem Of His Garment 

8 MILES DAVIS QUINTET If I Were A Bell 

9 RAY CHARLES What^d I Say, Parts I & II 

10 THE TEMPTATIONS The Way You Do The Things You Do 

11 OTIS REDDING Change Gonna Come 

12 ARETHA FRANKLIN Respect 

13 JAMES BROWN Say It Loud-Pm Black And Pm Proud, Parts I & H 

14 JACKSON 5 / Want You Back 

15 CURTIS MAYFIELD Superfly 

16 O'JAYS Love Train 

17 MARVIN GAYE LePs Get It On ^ 

18 AL GREEN Take Me To The River 

19 FUNKADELIC One Nation Under A Groove, Part 1 

20 GRAND MASTER FLASH & THE FURIOUS FIVE The Message 

. Compilation Produced by PATRICK MILLIGAN & DAVID GORMAN 

This Compilation ® & © 2001 Rhino Entertainment Company, 10635 Santa Monica Blvd., Los Angeles, CA 90025-4900. Printed in U.^.A. www.rhino.cotn 
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This is a scrapbook of a more than 100-year journey. 

This is the family album kept by those relatives who 

were determined to not let us forget where we came from and 

where we are headed. This is the music of my people. Of our 

people. 

The history of black music in America is the history of 

America itself. The two are inextricably intertwined. Throughout 

this last century, black music has documented our every tri¬ 

umph and our every sorrow. Black music—American music— 

has constantly held a mirror to all of our black, white, red, yel¬ 

low, and brown faces, and we are better for the clear view. 

This is music that could be made in no other place in the 

world. Like our young country, it is bold, turbulent, and yearn¬ 

ing. And like all tangled love affairs, America and black music 

continue to kiss, shout, beg, and holler at each other. Black 

music continues to demand the best from America. America is 

a better place because of it. 

Peace & Respect, 

Quincy Jones 

Los Angeles, 2001 

Joy: Celebrating Black Music In America 

“Some music,” Marvin Gaye explained, “gives pleasure. Our 

music gives joy. Our music is about awakening the spirit. When 

joy comes to call, no one can ignore the message.” 

I heard the message as a small child. I was ten when my par¬ 

ents took me to Carnegie Hall in 1953 to hear Louis Armstrong. 

Before the music began, I was uncomfortable. My woolen trousers 

chafed my thighs; I squirmed impatiently, struggling to see around 

the tall man seated in front of me. But when the groove got going, 

I was gone. My little-boy heart caught fire. My little-boy body 

found itself dancing in the aisle. If it had been church, I would 

have dashed to the altar and devoted my life to the glory of God. 

I was transformed, not merely by the intoxication of hot rhythm 

but also by a spirit unlike any I had ever encountered. The spirit 

was joy. 
The joy that coursed through my veins as a kid is the same 

joy that sustains my passion for black music today. It is the joy 

that informs my writing, the joy that excites me now as I con¬ 

sider the deeply complex charisma that characterizes this extra¬ 

ordinary art form. I write autobiographically because the music 

I love so immoderately is itself autobiographical. If a personal 

God resides in the very soul of this music, its practitioners 

invariably express personal points of view. The dialogue— 

whether between the artist and the deity or the artist and the 

devil—is also personal. The music speaks to us personally, alter¬ 

ing our lives, shaping our relationship to the spirit world, for¬ 

mulating our personalities and perceptions with all the intimacy 

and impact of a parent. 
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Because my father is an intellectual, it’s no wonder I intel- 

lectualized the music. I regarded jazz as high art. In my cultural 

hierarchy, jazz sat at the pinnacle. From Armstrong to Ellington, I 

viewed the art as incorruptible. I studied at Birdland on Broadway 

when kids were admitted to the peanut gallery and Coltrane and 

Miles, mysterious as high priests, held forth. I memorized 

Metronome and Down Beat magazines as though they were holy 

texts. I worshiped at the shrine of bebop. To remove me from that 

shrine was tantamount to removing the Dodgers from Brooklyn. It 

all happened around the same time—the mid-’50s—that my fam¬ 

ily moved to Texas. I was devastated. 

Ultimately, though, I was enlightened. Just when I turned 13, 

I experienced a set of epiphanies as powerful as the Armstrong 

concert. Dallas was especially rich in black music, but it was the 

kind I knew nothing about. Gut-bucket rhythm & blues ripped off 

the top of my head. When Ray Charles came to the Fort Worth live¬ 

stock arena, which was ripe with the funk of cow manure, the heav¬ 

ens opened, and dark light filled the air. Suddenly my world was 

raining blues. And just as suddenly, down at the Sportatorium, the 

gospel miracle The Soul Stirrers, featuring Sam Cooke, thrilled me 

with still another brand of vocal and harmonic wonder. Joy took a 

new form and ferocity for me, a religiosity rooted in the bone and 

marrow of the human body. I watched the saints pass out, only to 

have nurses revive them with smelling salts. I was stunned by this 

genius genre; the blood and guts of gospel rivaled any drama 

cooked up by the Elizabethans or Greeks. 

I saw celebration as the key—celebrating the spirit and the 

body, the act of creation, the here-and-now, the moment of eter¬ 

nal ecstasy. My hierarchies were threatened. Was R&B any less 

important than jazz? The questions were silly because the joy was 

everywhere. I was trying my best to deconstruct the myths of cat¬ 

egorical ranking left over from childhood, but college got in the 

way. It was only years after college, when I decided to pursue my 

passion for this music and turn it into a livelihood, that my ideas 

began to change. They changed not through abstract study but by 

seeking out those artists who moved me most and learning to lis¬ 

ten to their stories. 

I became a ghostwriter. My models were William Dufty, who 

ghostwrote Billie Holiday’s Lady Sings The Blues, and Alex Haley, 

who gave form to The Autobiography Of Malcolm X. Both authors 

disappeared into the voices of their subjects. In working with my 

first subject, Ray Charles, I understood that to assume his char¬ 

acter I would not only have to hear the voice emanating from his 

head but also, on a deeper level, the voice of his heart. That 

required silence on my part, and it also required suspending my 

own preconceived notions about his music. That experience, cul¬ 

minating with the publication of Brother Ray: Ray Charles’ Own 

Story in 1978, altered my perception of the psychological and 

practical properties of black music. The feeling of joy was never 

absent. Ray was a wonderfully joyful interviewee, a joyful collab¬ 

orator who relished the process with the same exuberance he 

brought to his music. As Ray narrated his journey, though, I heard 

another strain that enriched my understanding of who he was. 

Certainly, creativity was a central theme, the feel-good wonder of 

making music. But a twin theme—survival at any cost—emerged 

as a key component. 

When Ray started out, for example, he imitated Nat “King” 

Cole. He loved Nat’s style, but, as he said, “I knew Nat sold to 

whites. I also knew whites had the money. To get that money, I 

needed a style that pleased them. Why not borrow Nat’s?” He did 

so for a decade. Finding the courage to raise his own voice and 

his own style, however, was also pragmatic. “A label owner,” Ray 
0 



remembered, “told me I better sound unique if I want to sell 

records." Years later, Ray’s remarkable innovation—merging 
gospel songs with sexy secular messages—was similarly motivat¬ 

ed. “I wanted a hit,” he said, “and I was sure those old country 

church songs had the right sparks. All I had to do was replace ‘my 

Lord’ with ‘my baby’ and the fire would burn like crazy.” 

It’s more than money. It’s no accident that once Ray Charles 

achieved international success and began his own label he called 

it Crossover. The notion of deliverance, of crossing over to the 

promised land, is surely biblical. In the context of African 

American history, the drive to raise one’s status, to rise from 

enslavement to freedom, has mighty social and political implica¬ 

tions. Those implications are present in the music. The miracle of 

the music is its ability to contain every tension—from sex to sal¬ 

vation, from passivity to rage, from the hunger for money to the 

hunger for hope—without losing its essential identity. The music 

embraces all the influences and ambitions of the artist without 

changing color. The music stays black. 

In one way or another, the story stays the same. Whether 

Aretha Franklin or Marvin Gaye, each offers versions of a similar 

tale. Their strategies for survival involve a careful reading of the 

marketplace, a keen understanding of their own gifts, and a syn¬ 

thesis of art and commerce that results in sensational music. The 

music does more than contain contradictions; it benefits from 

them. When Marvin, for instance, vacillates between spiritual 

desire and sensual indulgence, his songs radiate with a complex 

beauty unique in our culture. Whether the messages are blatant 

(James Brown’s “Say It Loud—I’m Black And I’m Proud” and 

Aretha’s “Respect”) or subtle, the conversation—between singer 

and society, between man and woman, between blacks and blacks 

or blacks and whites—resonates on many levels. 

The most profound level is where joy resides. Those are the 

grooves that get us going, where tension and relaxation miracu¬ 

lously merge. The grooves are the foundations upon which this art 

form rests. If we anticipate the groove, we lose it. If we’re dead- 

on the beat, the rhythm stiffens; swing collapses. The righteous 

groove, the phenomenon musicians call “the pocket,” is at the very 

back of the beat. The groove is loose. By relaxing, you let it 

breathe; it comes to life, as steady as your heartbeat. “The 

groove,” the great drummer Tony Williams once told me, “is noth¬ 

ing more than the heartbeat of God.” To submit to the groove 

requires faith or, as Mahalia Jackson put it, “relaxing in the bosom 

of God.” At the same time, the groove, because it is eternal and 

cosmic, serves as a steady platform for the most furious riffs. 

Joy springs from the soul of the singer, the musician, the 

storyteller who, in the moment of execution, is at peace with the 

elements. The joy is in the artist who silently understands that his 

art transcends worldly conditions. Son House singing in the Delta 

and Q-Tip rapping in Queens are both fully conscious of the lumi¬ 

nous miracle of their medium. That consciousness is conveyed to 

us, the congregants, who absorb the excitement and embrace the 

joy. The joy, the essential celebration that defines black music as 

it evolves in these bizarre United States, is informed by a simple 

truth, as absolute and improbable today as it was a century ago— 

that the human heart, no matter how brutally assaulted, contin¬ 

ues to soar. 

—David Ritz 
David Ritz, cocomposer of “Sexual Healing," wrote the series 

Stories From The Soul: A Look At Black Music In America and biographies 
of Ray Charles, Marvin Gaye, Aretha Franklin, Etta James, B.B. King, 

Smokey Robinson, The Neville Brothers, and producer Jerry Wexler. 



1 ST. LOUIS BLUES Louis Armstrong & His Orchestra 
(W.C. Handy) ■ Okeh single #41350 (1930); Pop #11 

2 TAKE THE “A” TRAIN Duke Ellington & His Famous 
Orchestra 
(Billy Strayhorn) ■ Victor single #27380 (1941); Pop #11 

3 CALL IT STORMY MONDAY (BUT TUESDAY IS JUST AS BAD) 

T-Bone Walker 
(Aaron Walker) ■ Black & White single #122 (1947); R&B #5 

4 AIN’T IT A SHAME Fats Domino 
(Antoine Domino/Dave Bartholomew) ■ Imperial single #5348 (1955); R&B #1, Pop #10 

5 TUTTI-FRUni Little Richard 
(Richard Penniman/Dorothy LaBostrie/Joe Lubln) ■ Specialty single #561 (1955); 

R&B #2, Pop #17 

6 WHY DO FOOLS FALL IN LOVE The Teenagers, featuring 
Frankie Lymon 
(Frankie Lymon/Morris Levy) ■ Gee single #1002 (1955); R&B #1, Pop #6 

1 TOUCH THE HEM OF HIS GARMENT The Soul Stirrers, 
featuring Sam Cooke 
(Sam Cooke) ■ Specialty single #896 (1956) 

8 IF I WERE A BELL Miles Davis Quintet 
Featuring John Coltrane 

(Frank Loesser) ■ From the album Relaxin’ With The Miles Davis Quintet, Prestige 

#7129 (1957) 

9 WHAT’D I SAY, PARTS I & II Ray Charles 
(Ray Charles) ■ Full-length version from the album What’d I Say, Atlantic #8029 

(1959) • An edited version was issued [in 2 parts] as Atlantic single #2031 (1959); 

R&B #1, Pop #6 

10 THE WAY YOU DO THE THINGS YOU DO The Temptations 
(William “Smokey" Robinson/Robert Rogers) ■ Gordy single #7028 (1964); Pop #11 

11 CHANGE GONNA COME Otis Redding 
(Sam Cooke) ■ From the album Otis Blue/Otis Redding Sings Soul, Volt #412 (1965) 
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12 RESPECT Aretha Franklin 
(Otis Redding) ■ Atlantic single #2403 (1967); R&B #1, Pop #1 

13 SAY IT LOUD-I’M BLACK AND I’M PROUD, PARTS I & II 

James Brown 
(James Brown/Alfred Ellis) ■ Full-length version from the album Say It Loud-I'm Black 

And I’m Proud, King #1047 (1969) • An edited version was issued [in 2 parts] as King 

single #6187 (1968); R&B #1, Pop #10 

14 I WANT YOU BACK Jackson 5 
(Berry Gordy, Jr./Alphonso MIzell/FrederIck Perren/Deke Richards) ■ Motown single #1157 

(1969); R&B #1, Pop #1 

15 SUPERFLY Curtis Mayfield 
(Curtis Mayfield) ■ Full-length version from the album Superfly; Original Motion Picture 

Soundtrack, Curtom #8014 (1972) • An edited version was issued as Curtom/Buddah 

single #1978 (1972); R&B #5, Pop #8 

16 LOVE TRAIN O’Jays 
(Kenneth Gamble/Leon Huff) ■ Philadelphia International single #3524 (1972); 

R&B #l,Pop #1 

17 LET’S GET IT ON Marvin Gaye 
(Marvin Gaye/Ed Townsend) ■ Full-length version from the album Let’s Get It On, 

Tamla #329 (1973) • An edited version was issuded as Tamla single #54234 (1973); 

R&B #1, Pop #1 

18 TAKE ME TO THE RIVER Al Green 
(A! Green/Mabon Hodges) ■ From the album Al Green Explores Your Mind, Hi #32087 

(1974) 

19 ONE NATION UNDER A GROOVE, PART I Funkadelic 
(George Clinton/Walter Morrison/Garry Shider) ■ This edited version was issued as Warner 

Bros, single #8618 (1978); R&B #1, Pop #28 

20 THE MESSAGE (i2" single version) Grand Master Flash & 

The Furious Five 
Featuring Melle Mel & Duke Bootee 

(Edward Fletcher/Melvin Giover/Sylvia Robinson/Jiggs Chase) ■ Sugar Hill 12" single 

#584 (1982) • An edited version was released as Sugar Hill single #584 (1982); 

R&B #4, Pop #62 

NOTE: Numbers in italics (following original single release information) denote peak positions on Billboard’s 
R&B and “Hot 100" charts, respectively — courtesy BPI Communications and Joel Whitburn’s Record 

Research Publications. 
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Also available: 

Say It Loud! A Celebration Of Black Music In America. 

A 6-CD cross-genre boxed set that chronicles the 

musical evolution and contributions of African 

Americans in the 20th Century. 

Rhino’s catalog contains some of the most important recordings in the history of black music. When you’re ready to dig a little deeper, 
go to your local record store and look for these collections: 

JOHN COLTRANE: The Heavyweight Champion/The Complete Atlantic Recordings [7-CD boxed set] 

ARETHA FRANKLIN; Queen Of Soul/The Atlantic Years [4-CD boxed set] 

RAY CHARLES; Genius & Soul [5-CD boxed set] 

CHARLES MINGUS: Passions Of A Man/The Complete Atlantic Recordings [6-CD boxed set] 

VARIOUS ARTISTS: 

Blues Masters: The Essential Blues Collection, Vols. 1-18 

Rhapsodies In Black: Music And Words From The Harlem Renaissance [4-CD boxed set] 

Beg, Scream & Shout! The Big 01' Box Of ’60s Soul [6-CD boxed set] 

The Doo Wop Box: 101 Vocal Group Gems [4-CD boxed set] 

Our Souls Have Grown Deep Like The Rivers: Black Poets Read Their Work [2-CD set] 

This is just a small sample of the titles in the Rhino catalog. Check out the entire line of Rhino CDs and cassettes at www.rhino.com. 

“ST. LOUIS BLUES”: “LOVE TRAIN” © 1973 Sony Music Entertainment Inc., under license from Sony Music Special Products, a Division of Sony Music, a 
Group of Sorry Music Entertainment Inc. • "TAKE THE ‘A’ TRAIN" courtesy of BMG EntertainmenVThe RCA Records Label, under license from BMG Special 
Products. • “CALL IT STORMY MONDAY (BUT TUESDAY IS JUST AS BAD)” and “AIN’T IT A SHAME” courtesy EMI Records group/EMI Records, under 
license from EMI-Capitol Music Special Markets. • “TAKE ME TO THE RIVER" ® 1974 Hi Records, under license from EMI Music Special Markets. • 
“TOUCH THE HEM OF HIS GARMENT” and "TUTTI-FRUni” courtesy of Specialty Records. • “IF I WERE A BELL” courtesy of Fantasy, Inc. • “WHY DO 
FOOLS FALL IN LOVE"; “SUPERFLY” © 1972 Curtom Records; “THE MESSAGE” © 1982 Sugar Hill Records, controlled by Rhino Entertainment Company. • 
"WHAT’D I SAY, PARTS I & II" and “RESPECT” produced under license from Atlantic Recording Corp. • “CHANGE GONNA COME” produced under license 
from Elektra Entertainment Group. • “THE WAY YOU DO THE THINGS YOU DO" and “I WANT YOU BACK"; “LET’S GET IT ON” © 1973 Motown Records, a 
Division of UMG Recordings, Inc., courtesy of Motown Records under license from Universal Music Enterprises • “SAY IT LOUD-I’M BLACK AND I’M PROUD, 
PARTS I & 11" courtesy of Universal Records, under license from Universal Music Enterprises. • "ONE NATION UNDER A GROOVE, PART I" © 1978 Gregory 
Paul Productions, licensed from Priority Records. 

This Compilation © 2001 Rhino Entertainment Company. 

THE QUINCY JONES LISTEN UP FOUNDATION 
ESTABLISHED 1991 

The Quincy Jones Listen Up Foundation exists to confront the state of emergency 

that threatens today’s youth. 

Listen Up’s mission is to break the cycle of poverty and violence by connecting 

children with education, technology, culture, and the roots and fruits of music. 

The Foundation’s own programs encourage young adults to chase creativity, 

pursue excellence, and embrace the dignity of work. 

Through partnerships. Listen Up provides public exposure and financial support to 

organizations that are empowering children to take control of their future. 

The Quincy Jones Listen Up Foundation 

For further Information on how you can support Listen Up, please call us at 

818-954-7756 or visit our website @ www.qjluf.org 
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